


Fashioning the Rose: Roses in Fashion - Amy de la Haye
The rose, more than any other flower, inspires the way we look and dress. The delicacy of its petals and savage, deterrent thorns – a conjunction of opposites - have long provided a potent source of inspiration for designers, artists, and writers. The rose has inspired the design of textiles and, the cut, styling and ornamentation of fashion, every day, folk, subcultural and ceremonial dress; accessories;  jewellery; perfume and, body adornment. Like the genus itself, the influence of roses upon our dressed appearance, is enduring and pervasive.
Since at least Ancient Egyptian times, humans have decorated their bodies with fresh roses and applied the bloom’s charred petals to fashionably darken the brows. The flower has been used to beautify (0679) and adorn ever since, including inspiring the permanent grafting of tattoo designs, using coloured inks, onto human flesh (0759). A rare surviving Greek Hellenistic gold wreath, which dates 3-2nd BC, features roses (0617). Flowers were not gendered until the 19th century.  In Ancient Rome it was men who were adorned with rose garlands and, men who wore rose fragrance.(reference mosaics 0627, 0812?) Rose perfume has subsequently become a major global business with many of the flowers still grown in Grasse (0454, ). The rose has such a broad geographic sweep, and is so beloved, that communities around the world stage festivals to celebrate its flowering (0401). For many, the ceremonial crowning of a costumed Rose Queen is central (0078, 0127, 0709). 
Artists, designers, and writers have variously translated the aesthetic of the rose and, drawn illusions to politics, the industrial world, the cycle of life; human bodies and nature; love; beauty, sexuality, sin, gendered identities, degradation and, death. Roses, notably red and white ones, have been harnessed by political groups and expressed via dress. Artist Nicholas Hilliard portrayed Queen Elizabeth 1 c.1575 wearing rose ornamented dress, with the red rose of Lancaster that symbolised the Tudor monarchy (0054). A tartan dress coat dating from c.1786 for the Ancient Caledonian Society (Scotland) incorporates the design of a white rose - flanked either side by a bud  – woven into the tartan design. This was an unequivocal expression of Jacobite support, an historical event which would later inspire Alexander McQueen, who would become modern fashion’s most creative, provocative, political, and romantic rosarian (0173).
Roses - like fashion - are ephemeral; they are a both a luxury; they are seasonal and, ‘shown’ (at garden shows and the catwalk). The power of transformation is core to their very existence.  Roses and fashion are both adored and avidly collected. In turn, they have been condemned for their perceived decadence and potential to corrupt (0078).(ref Alma Tadema painting of rosalia festival?)  Whilst it is omnipresent within fashion, in some periods rose expression is more bountiful. Fashion designers Christian Dior (0014), Valentino and Vivienne Westwood, for whom the flower was an enduring and defining style signature, each have a rose named after them.
From the 1730s, the colonial trade in roses and botanical illustrations (reference examples?), inspired European and North American designers of fashionable textiles and dress to create naturalistic rose patterns for fashionable woven, hand-painted and embroidered textiles worn by men, women and children. In Paris, which became the city of international fashion leadership, Madame de Pompadour (0011) and Marie Antionette, both rose lovers and style icons, had their portraits painted wearing rose ornamented gowns and accessories with fresh rose nosegays and corsages. Reticules (small drawstring bags) (0804), shawls and fans were also sites for rosy flourishes. For the most formal fashionable occasions, skilled stylists were engaged to weave the fresh flower and its bud into spectacular, towering, pouf headdresses. The popularity of real and artificial rose decorated hats, and from the twentieth century millinery crafted to resemble the flower’s form (0502, 0755), has never abated. 
Throughout the 19th century, fashion’s depiction of the rose remained mostly naturalistic. By the 1850s, the Parisian haute couture industry was well-established, supported by a raft of highly specialised craft workshops supplying rose-patterned textiles and trimmings, embroideries, and fabric roses. The demand for artificial roses – above all other flowers – was so consistently high that some workshops specialised in making just the flower or its bud. Flower makers (and sellers) were both castigated and romanticised (0424); within art and popular culture. In London a charity called Grooms provided training, work, and a home for women with disabilities; they supplied the rose pins sold by the Alexandra Rose Charity (est. 1912) (0764).
Leading Paris haute couturier Charles Frederick Worth (est. 1858) enjoyed international demand for his designs, many of which were notably floriate, including an 1882 silk evening gown, ornamented with a corsage and swag of silk roses (0805). Designers also created gowns seemingly plain gowns as a foil for the most magnificent rose-themed jewellery (0509, 0793, 0794, 0810). A Tiffany lapel watch dating from 1889, takes the form of an enamel and diamond pink rose and bud (0298). During the 19th century rose decoration on menswear was discrete, mostly confined to waistcoats, braces, handkerchiefs, and smoking accessories. A flamboyant dresser may have donned a rose embroidered silk velvet smoking jacket and/or cap in the private spaces of his home or club. Most profuse was a rose embroidered waistcoat worn by a fashionable groom. 
Roses are central to the ceremonies and ceremonial dress worn for rites of passage from birth to death. It is here that  the various cultural and symbolic meanings attributed to the colour of the petals is most pronounced. For some white and pale pink are associated with debutantes and brides and black (although there are no truly black roses in nature, just deepest purple) for mourning dress and jewellery. Subsequently, the black rose has come to acquire a glamorous and/or transgressive allure. It also feeds into subcultural (particularly Goth) style and inspired Thom Brown’s 2024 black pebble leather bag formed in the shape of a rose flower on its stalk (0514). The impossible blue rose, beloved of late 19th century symbolists and decadents, retains traces of its renegade appeal.
In religion, art, and literature humans – mostly females – have been personified as roses (0487). The Hindu deity Vishnu is said to have fashioned his wife Lakshmi from 108 large and 1,008 small red rose petals. Artist JJ Grandville depicted an exquisite rosy costumed wild and a cultivated rose in Le Fleurs Animee (1830) (0118). Exceptionally in Flora’s Feast: A Masque of Flowers (1889) Walter Crane, socialist and radical dress reform supporter, illustrated two wild roses, clad in near-matching pale pink thorny dresses and rosehip-red mules, as male and queer.  In life, humans have costumed as roses for fancy dress parties, whilst on stage, Vaslav Nijinsky famously personified the spirit of the rose in the Ballets Russe production Le Spectre de la Rose (1911), costumed by Léon Bakst. (0243). 
More recently and within fashion, a Lanvin perfume advertisement from 1945 comprised an illustrated femme fleur (0467)  and in 1991 fashion photographer Patrick Demarchelier portrayed supermodel Christy Turlington as a modern white rose (0487). Rei Kawakubo’s spring/summer 2015 ‘Blood and Roses’ fashion collection for Comme des Garçons (0017) featured dresses that took the form of roses. In 2018-19 designer Zac Posen, himself a keen gardener, collaborated with General Electric Additive to construct a striking 3-D printed red rose garment with moving petals, modelled by Jourdan Dunn at the 2019 Met Gala, the most fashionable of fashionable annual events. 
Since the dawn of the 20th century, fashions portrayal of roses for textiles has been abstracted, deconstructed, and stylised within a series of  design movements.  They include Charles Rennie Macintosh’s Glasgow School art Nouveau rose textile designs (0169); a cubist rose by the Viennese Weiner Werkstatte (0152), Art Deco rounded roses, illusory surreal ones  (0202) and, Pop Art roses as seen on Harry Gordon’s 1968 monochrome printed disposable ‘paper’ (actually, it was rayon-nylon mix)  dress. The leading Paris embroidery house Lesage, now part of Chanel’s subsidiary Paraffection, has served the world’s most exclusive fashion houses with the most refined and innovative embroidery since the 19th century (0802).
In 1937 Charles James designed, as part of the neo-Victorian revival, `Le Corselette’ silk gown which features a polychrome silk rose bedecked bodice. Hubert Givenchy’s red rose bodice from 1952 is a striking garment that takes the flowers form (0801). It was in his garden at Granville that Dior conceived his flower-woman silhouette which was to become the seminal New Look (1947) and led him to become fashions mid-twentieth century rosarian. For his spring/summer 1951  ‘Naturelle’ haute couture collection he presented a white silk evening gown with a garland of pink roses (0014). As a child Ann Lowe made flowers from scraps of fabric; she went on to become the first African American designer to achieve international recognition. Many of her gowns were decorated with roses, including a 1966-67 model featuring a silk vine of pink roses (0396).  
In the 21st century, the rose has been prominent within an increasingly global fashion and politicised fashion industry. It has been harnessed to engage with critical issues including racism; body, skin and age diversity; gendered identities and, female genital mutilation. The rose is also used extensively by eco designers and those committed to the creation of slow and sustainable fashion. Various campaigns are being waged for fair trade roses and fashion and, to persuade consumers to think global and act local. A design of a red rose within a white circle is symbolic of the Native American Shoshone Tribe; it is applied using beads to a pair of modern tanned elk hide boots (0744). Since the late twentieth century the culturation appropriation of designs like this, conceived by indigenous peoples, by fashion designers has been widely condemned. 
A, near universally available, fresh rose and/or rosebud buttonhole or corsages still marks an event as special. Likewise, holding a magnificent bouquet or simple bunch of roses, at the altar or in the street, informs how we look and appear.
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    Fashioning  the  Rose : Roses in Fashion   -   Amy de la Haye   The rose, more than any other flower, inspires the way we look   and dress .  T h e  delicacy  of its petals  and  savage , deter r ent   thorns  –   a conjunction of opposites  -   have long provided a potent source of  inspiration for designers, artists, and writers.  The rose has inspired the design of textiles and, the cut,  styling and ornamentation of fashion, every   day, folk, subcultural and ceremonial dress; accessories;   jewellery; perfume and, body adornment. Like the genus itself, the influence of roses upon our  dressed appearance ,  is enduring and pervasive.   Since at least Ancient Egyptian times, humans have decorated their bodies with fresh roses and  applied the bloom’s charred petals to fashionably darken the brows. The flower has been used to  beautify  ( 0679 )  and adorn ever since, including inspiring  the  permanent grafting of  tattoo  designs ,  using   coloured inks, onto human flesh ( 0759 ).  A  rare  surviving Greek Helleni stic   gold  wreath , which  dates   3 - 2 nd   BC ,   features roses  (0617) .  Flowers were not gendered until the 19 th   century.  In Ancient  Rome it was men who were  adorned with rose  garlands and, men who  wore   rose fragrance . (reference  mosaics 0627, 0812?)   Rose perfume has subsequently become a major global business with many of  the flowers still grown in Grasse ( 0454 ,  ).  The rose has such a broad geographic   sweep, and is so  beloved,   that communities around the world stage festivals to celebrate its flowering ( 0401 ). For  many, the  ceremonial  crowning of a  costumed  R ose  Q ueen  is central   ( 0078,   0127, 0709) .     Artists,  designers,   and writers have variously translated the aesthetic of the rose and, drawn illusions  to politics, the industrial world, the cycle of life; human bodies and nature; love; beauty, sexuality, sin,  gendered identities, degradation and, death. Roses, notably r ed and white ones, have been harnessed  by  political  groups  and expressed via dress.  Artist Nicholas Hilliard portrayed Queen Elizabeth 1 c.1575  wearing rose ornamented dress, with the red rose of Lancaster that symbolised the Tudor monar chy  (0054 ). A tartan dress coat dating from c.1786 for the Ancient Caledonian Society (Scotland)  incorporates the design of a white rose  -   flanked either side by a bud   –   woven into the tartan design.  This was an unequivocal expression of Jacobite support, an histo rical event which would later inspire  Alexander McQueen, who would become modern fashion’s most creative, provocative,  political,   and  romantic rosarian ( 0173 ).   Roses   -   like fashion  -   are ephemeral; they are a both a luxury; they are seasonal and, ‘shown’ (at garden  shows and the catwalk). The power of transformation is core to their very existence.  Roses and  fashion are both adored and avidly collected. In turn, they  have been condemned for their perceived  decadence and potential to corrupt   ( 0078 ). ( ref   Alma Tadema painting   of rosalia festival ?)    Whilst it is  omnipresent within fashion,   in some periods  rose   expression is more  bountiful .  F ashion  designe rs  Christian Dior   ( 0014 ) , Valentino and Vivienne Westwood, for whom the  flower   was a n enduring an d   defining style  signature,  each  have  a rose  named after them.   From the 1730s, the colonial trade in roses and botanical   illustrations ( reference examples? ) , inspired  European and North American designers of fashionable textiles and dress to create naturalistic rose  patterns for fashionable woven, hand - painted and embroidered textiles  worn by  men ,   women and  children.   In Paris, which became the city of international fashion leadership,  Madame de Pompadour  ( 0011 ) and Marie Antionette, both rose lovers and style icons ,  had their portraits painted  wearing  rose  ornamented g owns  and accessories with fresh rose  nosegays and corsages.  R eticules ( small drawstring  bags )  ( 0804 ) , shawls   and fans  were  also sites for ros y   flourishes .  For the most formal fashionable  occasions, skilled stylists were engaged to weave the fresh flower and its bud into spectacular,  towering, pouf headdresses.  The popularity of real and artificial rose decorated hats, and from the  twentieth century millinery crafted to resemble the  flower’s form  ( 0502, 0755 ) ,   has never abated .    

